The article discusses the reasons for the growth in television docudrama in Britain since 
Introduction
This article sketches out some of the circumstances in British television that have made docudrama a key emergent form. As Derek Paget (1998) has suggested in earlier studies, changes in the economic, institutional, generic and reception contexts of television have made space for docudrama and brought it to a new kind of visibility since about 1990. Docudrama has become an increasingly visible way for television to 'work through' reality processing it and worrying over it in order to define, explain, narrate, render intelligible, marginalize or speculate (Ellis 1999) . But rather than claiming that docudrama has attained an identifiably coherent identity as a genre, the argument of this article is that it has mutated into a wide range of forms and formats, with a range of modes of address and aesthetic tone. Docudrama is part of a larger process of negotiation, experiment and competition with related fictional and factual television forms (Bignell 2005) , and its identities are the result of both pressures and opportunities. 
The Broadcasting Act of 1990 and its aftermath
The 1990 Broadcasting Act reduced budgets for television programmes originated by 'BBC' and the commercial 'ITV' companies, because it required them to commission 25 per cent of programme time from independent producers. The same rules applied to 'Channel 4' and the incipient 'Channel 5', though they were already expected to rely on outside commissions rather than in-house production. The effect of the regulations was to increase internal competition between producing departments within the major broadcasters, now competing against outsiders as well as each other, and to place greater emphasis on 'value for money'. The independent production sector expanded massively and quickly, and producers sought new genre hybrids and new formats that they could offer to the main channels. The ecology of television production was being reconfigured, and docudrama could occupy new kinds of niche. But the small independent production companies tended to specialize in a narrow range of genres, especially light factual and entertainment ones because they were generally cheaper to produce than drama or specialist documentary. As the Conservative Government cleared the ground for the regional 'ITV' companies to consolidate into one organization (which finally occurred under a Labour administration in 2003), the large regional production centres responded by playing to their strengths.
For example, the respected current affairs division at the North of England's regional 'ITV' company, Granada, used its expertise to produce some high-profile docudramas including 'Who Bombed Birmingham?' (ITV/ HBO, 1990) , 'Why Lockerbie?' (ITV/ HBO, 1990) and 'Hostages' (ITV/HBO, 1993) . The first of these was closely based on an investigation carried out for Granada's 'World in Action' (ITV, 1963 (ITV, -1998 current affairs series, about the flawed investigation of IRA bombings in Birmingham, and was watched by ten million viewers. Granada could use audience research evidence to claim that the docudrama transformed the opinions of its audience, from 25 per cent believing before transmission that the six people imprisoned for the bombings were innocent, to 75 per cent believing them innocent after viewing the programme (Fitzwalter 2008: 80-1) . 2 The alleged bombers were subsequently released, but high-profile docudramas like this stimulated right-wing opinion among the elites drafting the 1990
Broadcasting Act, and there were calls for a legally enforceable requirement for 'balance' in broadcasting output. Docudrama was a controversial but effective means for television to perform the role of a public service operating in the public interest, but the version of privatization and competition introduced by the 1990 Act introduced an era of destabilization in the institutions of British television and the relationships between producers, genres and audiences. Referring to Granada's docudrama output around 1990, the company's head of current affairs from 1987 -1993 , Ray Fitzwalter (2008 lamented the reduction in resources for investigative programmes and the pressure on ITV companies to maximize revenue by courting mass audiences.
There were perceived crises in docudrama's component genres in the post-1990
period. Audience sizes and ratings shares fell for current affairs and investigative documentary, a sober tradition of factual programming based on a professional production culture with roots in journalistic documentary. Thames TV's 'This Week' (ITV, 1968 (ITV, -1992 was cancelled in 1992 (Holland 2006) , and 'World in Action' in 1998 (Corner et al. 2007 footage and manipulation in factual programmes (Ellis 2005) . 3 The emergent television form deriving from both documentary conventions and drama, the docusoap, provided a ready way out of this crisis for television institutions. Docusoaps never aspired to the same sober respect for actuality as conventional documentary, and were less subject to criticism for that reason. The lessening ability of documentary makers to gain access to locations like workplaces, because once there they might cause trouble for the hotels, hospitals or other institutions they featured, meant that conventional documentary was becoming more difficult to make. But for docusoaps where characterization and entertainment were more important than drilling down into the workings of an institution, these problems of access were much less significant.
Factual entertainment in docusoaps became increasingly visible as they moved from the daytime to the evening schedules of the main channels (Corner 2002 The series was planned to focus on the driving instructors rather than their pupils, but in the process of making the programme, the pupils were more interesting and the emphasis of the programme changed. 'Driving School' was scheduled against the popular 'ITV' police drama 'The Bill' (ITV, 1984 (ITV, -2010 Both docusoap and Reality TV shifted the boundaries between ordinariness and celebrity by elevating the ordinary people of workplace docusoaps or the 'Big Brother' contestants into public figures, or by publicly exposing the emotional and psychological foibles of celebrities. The discourse of confession began to compete with discourses of analysis and expertise in factual genres (Dovey 2000: 121-32) , and factual television moved towards the tension, conflict and focus on characterization that were conventionally the province of drama. The scripted dramas and situation comedies that had formerly occupied midevening schedule positions were replaced by docusoaps and light factual series (Brunsdon et al. 2001 ).
In drama, the major broadcasters invested significant budgets in high-profile projects, but the escalation of production cost above inflation led to aversion to risk and strategies to secure continuing audiences by perpetuating strong formats, such as 'Casualty' (BBC, 1986-) or 'Inspector Morse' (ITV, 1987 (ITV, -2000 . As Georgina Born (2004: 172-3) has described with reference to the 'BBC', producers at the major channels competed with each other and outside independent companies to gain the smaller number of commissions, and tended to gravitate to the middle ground of middlebrow programming.
Another strategy was reliance on stars, especially at 'ITV', which contracted David Jason, Sarah Lancashire and Robson Green, for instance, in expensive 'golden handcuff' deals. Co-production and the drive to export were by no means new developments, but were another factor in reducing scope for innovative or nationally specific drama projects. Similarly, as had been the case for decades, one-off dramas were harder to get commissioned than series because of their lesser export potential and proportionately greater cost per hour. However, high-concept docudrama attracted co-production funding and export sales, especially if US partners could be secured by casting well-known performers or emphasizing the dramatic potential of the script. on 'Showtime' and on 'ZDF' in Germany. Georgina Born (2004: 167) reports that at the end of the 1990s, 'BBC' single dramas co-produced with 'HBO' could attract US investment of as much as £1.5 million, more than three times as much as the average hourly cost of a 'BBC' drama series at that time.
These developments in documentary and drama opened the way for both docudrama and docusoap, each of which offered attractions that addressed many of the problems affecting their component genres. Naturalism in television fiction derives from theatrical antecedents, but also affects the performance of self in documentary (Paget 2002 ) since the ideology of television naturalism is based on the notion of character as the determinant of action. In docusoap, character differences, expressed through each subject's performance of 'real' identity, offer engagement with distinctive characters.
Distinctiveness was at a premium since it was interest in the central characters of docusoaps and light-factual series that drove the public discourse about the programmes, rather than, for example, the insight into occupational roles, institutions and hierarchies that the settings brought with them. For example, in playing out the minute details of domestic life within the enclosed space of the house, and especially the kitchen, 'Wife Swap' (Channel 4, 2003 (Channel 4, -2009 can be argued to perpetuate a naturalistic tradition of family drama that was increasingly displaced by the cinematic forms that television fiction has taken since the 1970s. Helen Piper (2004: 285) suggests that one could hypothesize that the appeal of 'Wife Swap' rests precisely in its radical development of a territory that television drama abandoned along with the studio play, and the subsequent inflation in series budgets. One might speculate that its evident lack of 'onscreen spend' is actually part of its aesthetic appeal, the lack of gloss and 'quality' signifiers implying that something far more rare and raw has been recorded.
Docudrama could assimilate aspects of this success, since the naturalist match between the docudrama text and a pre-existing reality posed the programme as equivalent to a real perception of social space and the people within it.
Docudrama's textual world is already proposed by the factual base as one that is authentic and plausible, so the terrain of identification and shared norms of subjectivity are pre-established to a greater extent than in scripted fictions. However, the increasing presence of factual hybrids on prime time television since 1990 was recognized by broadcasters and academic analysts to be potentially challenging to the veracity of television representation in general. The media academic Annette Hill conducted audience research on this issue, in which she analysed the views of a sample of 8000 people in the year 2000. It is evidence of the currency and breadth of concern about the veracity of television factual programming that her work was funded by the Economic and Social Research Council, the Independent Television Commission and 'Channel 4'.
Hill asked her sample viewers whether they trusted the veracity of factual programmes that included factual reconstruction. Over 70 per cent of the sample distrusted the programmes, thinking that stories were either exaggerated or made up, and 45 per cent of the sample were not sure whether they could tell the difference between a real story being filmed and a recreation specially for a programme (Hill 2002: 328) . In the transformed conditions of British television in the 1990s, docudrama and other hybrids such as docusoap suited the dissolution of genre boundaries and inherited institutional structures, but they raised new anxieties.
Opportunities in docudrama: The performance of witnessing
A wide range of docudramas since 1990 has adopted the form in order to address events in the past, but also events extrapolated from present trends or speculatively predicted.
While based on fact, these programmes have coped with the unavailability of some conventional documentary source material by introducing fictionalized witness testimony and acted reconstruction.
of interest, within an overarching intention to inform its audience and to make events accessible. The criteria that viewers bring with them centre on questions of authenticity, but the kinds of authenticity at stake depend on modality -the kinds of match or mismatch between the expressive performance techniques used by witnesses or actors and the factual base that legitimates them. In 'Hiroshima', for example, different television forms were combined to tell the story of the atomic bomb raid in 1945, from the perspectives of both the US military and also its Japanese victims. Archive footage was placed alongside acted reconstruction, and witnesses expressed their impressions of the blast verbally while CGI sequences portrayed them visually in the manner of a disaster movie. Verbal testimony from the pilot of the Enola Gay bomber, Paul Tibbetts, was juxtaposed with performance by the actor Ian Shaw playing Tibbetts's younger self.
The viewer is able to shift between ways of accessing performance, looking both at the performer and also through him or her to other kinds of representation such as newsreel footage or CGI action sequences representing the nuclear blast (Bignell 2010) . While some of the performances are those of actors representing an historical individual, other people seen on the screen are performing 'being themselves' since they are always aware of being filmed for that purpose.
The hijacking of four airliners on September 11, 2001, each of which crashed in the United States with no survivors, gave rise to a substantial group of docudramas that could address the causes and significance of the attacks with greater scope than conventional documentary. 7 Because none of the hijackers or passengers could bear witness to the events in person, reconstruction and dramatic speculation on the events as they affected those directly involved could be developed with the assistance of expert opinion, A group of fictional characters affected by the consequences of the imagined future were introduced into the scenario, and their personal stories illuminated it, offering relationships of identification to the viewer. The premise of conditional-tense ('hypothetical') docudramas is that 'it could be you', actualizing the ordinary detail of how a future scenario could be experienced. Voice-over and extrapolation from factual data claim one kind of authenticity, while naturalistic performance claims another.
14 Conditional-tense docudrama had a more obvious connection with public sphere concerns in its extrapolation of current affairs discourses about terrorism. An actual incident on Tokyo's subway system preceded 'Gas Attack' (Channel 4, 2001 ), a docudrama that portrayed the sequence of events that might occur following a deliberate release of nerve gas in a British city. Many media outlets had aired speculation that the next likely terrorist threat following 9/11 could be a pandemic started from stolen 
The lure of dramatization
As the 1990s continued, docu-dramatization was used in a greater range of factual programming to enliven other genres associated with 'sobriety' (Nichols 1991) Furthermore, these programmes may have relatively small audiences, but they encourage attentive viewing and are perceived as 'quality' television.
In these examples, different discourses of historiography, analysis and commentary are available to different degrees. In the case of 'D Day 6.6.1944', following the story of a group of ordinary soldiers tends to favour a 'history from below' that connects with the current fascination for family history and living museums. By focusing on ordinary infantry soldiers in the Allied invasion of France, the programme necessarily engaged with a working-class experience, drawing on a discourse that has always been associated with British documentary film-making and that associates the authentic with the ordinary.
Across the new factual hybrids of the post-1990 period, notions of the ordinary made possible a new visibility for working class subjects but also subjected the working class to a probing, critical and sometimes ridiculing gaze. 8 As Helen Wood and Beverly Skeggs (2004) have argued, programmes such as 'Wife Swap' normalize a predominantly middle-class code of behaviour, morality and self-presentation that frames working-class participants and is adopted as a measure for evaluating their performances for television.
The strand of docudrama that is based on and re-enacts the experiences of working-class subjects in the past or in the present has a perhaps surprising connection with the Reality Rosenthal's collection of essays (1999) and as Steven N. Lipkin's monograph (2002) have shown, US factual film-makers have become increasingly occupied in making factbased drama, and thus a transnational anglophone market and institutional structure has developed for the form. Across the television landscape in the 1990s and afterwards, dramatization in docudrama, and also in more conventional documentary and its extension into docusoap was attractive to programme-makers for a range of practical, institutional and aesthetic reasons.
Docudrama as a response to changes in television
Docudrama exploits the hybrid social functions of television, in which the medium inhabits a tension between being a window onto, and a mirror of, the social worlds it represents and the audiences to whom it is addressed (Gripsrud 1998 Multi-channel television, including genre-specific satellite and digital channels have given greater opportunity for traditional documentary to be screened, though it tends to appear at later times in the evening schedule and on minority channels such as the 'History Channel', 'BBC2' or 'Channel 4'. The prime time slots in the 8.00 pm to 10.00 pm period on terrestrial television are more likely to be filled by docusoaps, gamedocs, Reality TV programmes and of course docudrama. Docudrama has carved out a niche that responds to changes in its component genres and has changed them in its turn. The concept of genre may offer an illusory promise of stability and unity, but genre is also a means for change in programmes and relationships with audiences (Altman 1999) .
Against a background of rapid change in the particular moment of the last two decades, docudrama has further exploited the formal hybridity and flexibility of address that define it. Growing in significance since 1990 for the reasons I have outlined, docudrama in Britain has not simply displaced documentary or drama but has been an appropriate response to a changing ecology in television.
